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50 THE MUSICAL TIMES-JANUARY I 1922 

letters to the EbNtor 
THE IMPORTANCE OF CORRECT PLACING 

OF THE VOICE 

SIR,-In your issues for August and September last I 
read with interest the letters of Messrs. Tree and Keay on 
methods of so-called ' voice placing.' Since I retired from 
my literary and editorial work in London ten years ago, I 
have devoted most of my leisure to an investigation of 
Italian, French, German, Austrian, and Polish vocal 
methods, both theoretical and practical. I was already 
fairly familiar with English and American systems, not only 
as an author, but also as a public lecturer of thirty years' 
standing, using vocal and instrumental illustrations. I can 
therefore speak as one who has had considerable experience, 
and has sought in vain until quite lately for a vocal system 
which completely covers the ground and solves the problems 
which have hitherto baffled both students and teachers. I 
confess I was astounded at what Mr. Tree rightly terms the 
'chaos' existing among the text-books and teachers ; and I 
both saw and experienced some of the tragic results of this 
chaos in time, money, and the best years of one's vocal life 
wasted, not to mention the all too-frequent irreparable 
damage done in thousands of cases. I myself spent 
hundreds of pounds during nine years of futile search and 
effort, narrowly escaping complete ruin of what voice I had left 
at the hands of so-called maestri in Paris and Italy. I owe 
it to Siegfried Wagner's wise advice that I did not try Berlin 
in 1913. About eighteen months ago I saw in an American 
magazine an advertisement of a vocal academy in one of the 
principal cities, teaching a new method by correspondence. 
I quite expected it might prove to be one of the many quack 
systems existing in that country, but a little investigation 
dispelled that idea. The academy was opened in 1916, and 
is already working on a large scale. The principal has 
spent some twenty years in teaching and research in Europe, 
covering all the ground I had been over and much more 
besides. He has embodied his discoveries in a series of 
thirty lessons, making a book of six hundred and forty 
pages, and these are sent out at the rate of about one every 
fortnight, according to the student's progress, for a moderate 
inclusive fee. I began the course after I came to India, 
and completed it within a year, my previous experience 
enabling me, of course, to go fast and omit certain details. 
It solved all problems, and enabled me to locate and correct 
errors. For the first time in the history of vocal 
science the whole thing is placed upon a: firm basis of 
unimpeachable scientific fact, and nothing but ordinary intel- 
ligence, a correct ear, and hard and patient work are 
necessary to attain the desired results. 

One discovery of vital importance this authority has 
undoubtedly made, and that is that the really great voices 
are due to unusual strength in a certain muscle whose func- 
tion in voice was not even suspected by previous writers and 
teachers, although it occupies a commanding central position 
in the vocal mechanism. Both the old Italian maestro 
Mancini and the eminent laryngologist Morell Mackenzie 
record their observation of certain exceptional voices which 
were entirely free from the usual breaks and registers. In 
these rare cases they said the singer was able to carry the 
full calibre of the middle tones (Mancini calls it 'chest- 
tone ') to the top of the range. Morell Mackenzie says that 
this exceptional capacity seems to be a 'special gift of 
nature,' and does not attempt to explain how it is done. 
But a knowledge of the function of the muscle I have 
referred to effectually disposes of the 'gift of nature' 
theory, and reduces the problem to nothing more occult 
than the development of the right muscle by a simple 
exercise against a suitable resistance. Hitherto it has 
been taken for granted that the small muscles inside the 
larynx are the only ones that can stretch the vocal cords; 
but these are quite inadequate for the powerful stretching 
required in the production of big upper tones. For these 
a more powerful action outside the larynx is necessary, and 
this is performed by the muscle I have mentioned. 

Every student knows that the most troublesome 'break' 
in the voice occurs at about upper F, above which it is 

difficult to carry the full body of tone without great strain 
and tension. It is usual to avoid this by having recourse to 
the so-called ' head' register, in which, as Browne and 
Behnke correctly state, only 'the thin inner edges' of the 
cords are used, and the tone is consequently lighter and 
thinner. The explanation is that the aforesaid external 
muscle is not sufficiently developed to stretch the entire 
mass of the cords (which include three reinforcing 
ligaments) to the extent necessary for higher notes, and so 
recourse is had to the weaker muscles which can stretch 
only the thin edges. Caruso's laryngologist recently stated 
that he could deliver a high C sharp 'from the chest.' 
This was an example of exceptional strength in the external 
muscle which enabled him to stretch the whole mass of his 
cords up to the top of his range. He and other great 
singers were born with that strength; but now it can be 
acquired by anyone. 

I spent years trying to develop the 'head' tone, but 
although I got the action correctly and reached high C, no 
amount of practice produced any real power or body. It 
was not until I learnt about the external cord-stretching 
muscle that I understood the reason for this. This muscle can 
be isolated, controlled, and developed by the will, like the 
fingers of a pianist, but the ligaments inside the larynx 
cannot, for their action is involuntary and subsidiary. 
There are, however, several sets of muscles, notably the 
powerful chewing muscles, which can, and usually do, 
interfere with the action of the right one. These have to 
be known and their action carefully eliminated. 

Thus correct production is entirely divested of all mystery 
and uncertainty, and the development of a homogeneous 
tone to its fullest possibilities becomes a matter of simple 
calisthenics, given a normal musical equipment. And let 
me add from long and bitter experience that the usual 
scales and exercises are worse than useless if the wrong 
muscles are being used, for they serve only to fix bad habits. 
It is safer to base production on the speaking voice, as 
Mr. Tree does, than to try and 'place' the sung tone 
without exact knowledge of the vocal mechanism. The 
system I have briefly outlined in fact does this, and 
demonstrates that the speaking and singing tone must be 
produced in the same way, by the same muscles, or else one 
or the other is wrong. I have not named this all-important 
muscle because I consider it is my latest teacher's discovery, 
and I have paid for my own use of it. Let those who 
think it worth while do likewise. For them I have given 
the Editor the address of the institution.-Yours, &c., 

Lahore, India. BASIL CRUMP. 
November 23, 192I. 

[In order to escape an avalanche of inquiries we give the 
name of the institution referred to by Mr. Crump, 'The 
Perfect Voice Institute, Chicago.'-ED., AI. T.] 

SIR,-Mr. Keay still does not publicly disclose his 
identity and still refuses to show publicly this 'classical 
method of voice production' he talks about. He has 
publicly attacked that simplicity I am advocating, which is 
merely the ease of obtaining the bel canto. I now there- 
fore make Mr. Keay a sporting offer-I will engage a hall 
in London, give my lecture-recital in the usual way, and 
allow him forty minutes in which to show the public where 
I am wrong and where he is right. But he must sing half a 
dozen or so songs to prove that his own voice is, as he says, 
'as fresh as in the late 'eighties.' He being the challenger 
must surely accept any reasonable conditions of the 
challenged, and I contend that having brought the matter 
up publicly he must in all fairness 'face the music' publicly. 
If Mr. Keay will send me dates from which to choose, I will 
immediately book the hall.-Yours, &c., 

I4, Courtfield Gardens, CH1ARIIES TREE. 
Kensington. 

[The correspondence on this subject had been closed, 
and we reopen it to include the letter from our reader 
in India, and to allow Mr. Tree to issue his challenge.- 
ED., AM. T.] 
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